


PHASE IV. DESTRUCTION (UNDETERMINED).
A3A IV. YHUHTOXXEHUE (HE ONPEQENEHD).

#nature #freewill #system #npupoga #cBobogHanBong #cuctema

esigner and artist Ollie Palmer inter-
viewed by Katya Ganyushina.

Katya Ganyushina: It seems like a lot of
your inspiration comes from nature, when
did it start?

Ollie Palmer: I've always had an interest in
nature, from a very early age. I've also had an
insatiable urge to travel, so when I was fifteen
I started working a lot of odd jobs—amongst
other things, cleaning, selling hot dogs, put-
ting up large inflatable structures and fixing
televisions. By the time I was eighteen, I'd
saved up enough money that I could afford to
take myself around the world.

Whilst in South Ameriea, I spent some time
living in the deepest Amazon, away from
roads, telephones, money, and all of the
things I was used to back home. Because of
the extreme environment, you have to start
living in syne with, rather than against, na-
ture. You fall into the rhythm of the place,
and start noticing the interdependencies of
natural systems. I spent days just observing
my surroundings, seeing how one thing af-
fects another and in turn another. Some of
the most beautiful things in life can be found
through the physics of waves or clouds. I
guess it’s gone on to influence my work, in
things like the Ant Ballet, where it’s a direct
study of and interference with natural sys-
tems.

There’s so much poetry in nature.
P

This is what fascinated you in the Reactive
Vertebrae, the simplicity, intuitiveness of
movements in nature?

Yes. That's an investigation into nature-

anu I[laamvep, ausaitHep, XyIoKHHK:
uHTepBbio Kate FaHomuHON.

Kama I'ariowuna: Ecmb owjyieHue, umo
mebsa oveHv 8doxHoeAsem npupoda, ¢ ueeo
2Mo Hauaaocs?

O Tlanmep: Ilpuposa uHTepecopasa
MeHA ¢ paHHero Bospacta. fl Bcerjia HCIIBITHI-
BaJI HeIIPEOJOJHMYIO TATY K IIYTENIECTBUAM,
IO3TOMY B NATHAJLATH JIeT s Hauaa pabo-
TaTh, JleJ1aJl Maccy BCero: M TyaJIeThl YHCTHII,
H XOT-JIOTH IIPOjIaBaJl, U HaJyBHbIE KOHCTPYK-
I YCTAHABJIWBAJ, H TeJIeBH30Phl unHmI. K
BOCEMHA/II]ATH CKOIIMJI JIOCTATOMHO, YTOBBI
COBEPIIHTE KPYTOCBEeTHOE MyTellecTBHE.

ITyremectBya mo IOkHoif AmepHKe, A He-
KOTOpOe BpeMs KW B [PKYHIVIAX AMa3oH-
KH, I'7le HeT HH Jopor, HH TejaedoHOB, HH
JleHer—HHYero, K ueMy si IpHBHIK. B Takoi
IKCTpeMaJILHOH cpefie Thl BoJied-HeBojei
BBIHYK/ICH CYIIeCTBOBATD B COIVIACHH C IIPH-
POJ0#i: HAUMHAEIIb UYBCTBOBATH PUTM MecTa
A 3aMevyaTh B3AHMOCBA3H MPHUPOAHBEIX CH-
creM. A LeNbIMH JHAMU CJIeINJ 3a OKpYKa-
1omei cpefloil ¥ TeM, Kak B Heil IPOHCXOauT
B3aUMOJIeHCTBHE Pa3lNUYHBIX 3JIeMEHTOB.
Hexoropble caMble KpacuBble Bell¥ MOXKHO
VBHZEeTH, Habmiofas obpaszoBanue BOJAH WA
061aKoB. Hymalo, 9TO H OKa3aJiO BJIMAHHE Ha
MeHsl Kak XYHAO'KHHKa: HalpHMep, IPOeKT
Ant Ballet (Mypasbsunbiit 6aaem) Henocpezn-
CTBEHHO CBA3aH C H3yUeHHeM B3aHUMONpPO-
HHUKHOBEHHUsA MPHPOAHBIX CHCTEM.

B npupojie MuOr0 noszum.

Idmo— npocmoma u uHmMyumueHoOCNb
dewiceHun @ npupode—npusaexno meba u
e pabome Had dpyzum npoexmonm, Reactive
Vertebrae (Pearupyiomniue mossoHkn)?
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inspired articulated joint systems.

I started out looking at traditional mechani-
cal joints, which are usually very specified
and calculated. When we [designers] design
mechanical objects, we normally specify ex-
actly where a rotational axis is going to be
and put a pin into it. You know exactly where
something is going to rotate and exactly how
much stress it can take. Natural systems seem
to work kind of almost intuitively. Joints are
often under-specified, with no ‘axis’ which al-
lows a great amount of dexterity, variabililty
and expression.

So Reactive Vertebrae is just an exploration
of not specifying exactly where pivots are—
and allowing the material itself to decide.
It’s just the first stage of an ongoing inves-
tigation I can see carrying on for a lot more
time—there’s a lot more I'd love to do with
the project.
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Jla. 3ToT mpoekT—HccefioBaHWe INAPHHP-
HBIX MeXaHH3MOB—BJIOXHOBJICH MeTOJaMH
cOeMHEeHHs B IIPHPOZE.

fl Havanm ¢ HM3yYeHHSA TPAZHIHOHHBIX Me-
XaHUUeckux coefuHeHuu. OOBIUHO OHH B
3HAUMTE/NbHOH cTelmeHHM mpocunTaHbl. IIpo-
EeKTHPYSA KakoH-1nbo MexXaHW3M, AusaiiHep
BBIUMCIISIET PACIOJIOIKEHHEe OCH BPAIIeHHS,
HAa MecTe KOTOpPOil 6y/IeT HaXOUTECA COemu-
HUTEJILHBIU CTepiKeHb, UTOOBI TOUHO 3HATH,
rje Oyger MpOMCXOMHTH BpalleHHe M Kakas
Harpyska BBIIIaJeT Ha KaXKJbIH M3 3JIeMeH-
ToB. [[pupoaHEle MeXaHUZMEI COUJIEHEHHUS, B
CBOIO Ouepeb, PYHKIHOHUPYIOT MpaKTHUe-
CKH HHTYUTHBHO. OTCyTCTBUE 33JaHHOTO Me-
TOJla COeHHEHHs W CAMOH OCH HPHZAIOT MM
3HAUMUTENBHYI0 THOKOCTB, BapHATHBHOCTB,
cBoboAy ABMIKEHUS.

Taxum obpazsom, Reactive Vertebrae—ecero
JINIIE UCCJIefloBaHHEe MEeXaHHU3MOB, IBH>KeHHE
KOTODPBIX OTIpefiesifeTcA He COeqUHUTEIbHBIM



Your project Ant Ballet explores freedom
and control within a system as well, right?

Yes, my major interest in this project is
around control systems. My PhD is about the
extent to which free will (or the perception of
free will) can be manipulated through archi-
tecture, and ants work as a metaphor within
that.

They [ants] have a completely different mode
of control than we do. We are used to hierar-
chies, but they use emergent control mech-
anisms. They pass messages to each other
unilaterally through the colony. They create
incredible data-rich, dynamic maps on top
of the environment they’re navigating. All
without a commander, or ant in charge, but
by a sort of group consensus. No single ant
can see the bigger picture, the layout of their
trails, or the means by which they get food
and organise themselves.

My machinery hacks into their natural com-
munication protocols, and subverts them so
that there is a ‘master’ controller. I've worked
with scientists at UCL to synthesise phero-
mones, that ants usually use to create their
dynamic maps and thus to communicate. And
now we are developing a number of technolo-
gies to enable us to accurately control entire
colonies. The next phase includes choreo-
graphing a colony to have a balletic dance—
but there are a few more ideas that will come
out within the next few years.

This is a part of next phases of the project
and the last fourth phase is destruction. Why
do you want to destroy what you have cre-
ated?

The project is, in part an homage to the film
Phase IV [dir. Saul Bass, 1974]. The first few
phases are fairly innocuous, where ants de-
velop telepathic communication abilities, and
start playing psychological games with some
scientists in the desert. It’s all fairly standard

cTepyKHeM, a caMHM MaTepHajoM, U3 KOoTo-
poro ciiesiaH MexaHu3M. OTO, KOHEUHO, JIHIIh
nepsas craaus Gosiee MaciuTabHOTO HCCe-
JoBaHug. fl OB OUeHB XOTeN NPOJOIKHUTE
paboTy B 3TOM HALIPABJICHHU.

IIpoexm Ant Ballet marxxce uccaedyem
asonpocut ceobodul U KOHMPOAA 8 pPAMKAX
cuemembsl, He max Au?

Jla, MeHSI HHTEePEeCOBAIH CHCTEMBI KOHTDOJIS.
Mos kaHAHATCKAS AUCCEPTALIUS TOCBATIEHA
npobiieMe BOJICU3BSBJICHHS, W B UACTHOCTH
BO3JIeHCTBMI0 Ha  HEro  apXUTEKTYDBHI,
a MypaBbHHBIE CHCTEMbI—CBOEro poja
metacdopa.

¥ MypaBbe€B KOHTPOJIb OCYIIeCTBJIACTCA
CcOBCeM HHaue, HexeJau y Joged. Msr
HCHOJNBb3YeM  KECTKHE  HepapXuuecKHe
CHCTEeMEI, a MYpaBbH—HE3aBUCHMBIE
MeXaHH3MBI. B KooHHHMypaBheB coobiieHne
pacrpocTpaHgeTcs OT OAHOTO K APYromy,
B OZHOCTOpOHHeM mopszke. OHH cosgaT
HeBePOATHbIE IHHAMUYECKHE KaPThl IOBEPX
cpeAsl, B KOTOPOH ODHEHTHDPYIOTCS, KapThl,
cofieprKalye 3HAUHTEIBHbI 06beM JaHHBIX
0 paHHOU cpezie. M Bce 9TO MPOUCXOAUT HE
[Of YOpPaBJAeHHS CBEPXy, a IIOCPEACTBOM
Hekoero rpynnosoro 3sHaHusA. Hu opun
MypaBell He BHIUT BCIO KapTHHY lEJIHKOM,
9Ty UHTEPAKTHBHYIO KapTy CPEJBl, U, TAKUM
obpasom, He BiazeeT noaHoU uHbopMarueit
O TOM, KaK KOJIOHHA OpraHH30BaHa M Kak
cebs obeceunBaer.

CospanHbIfi MHOH MeXaHH3M B3JIaMBIBaeT
HX ECTECTBEHHYH) CHCTEMY KOMMYHHKAI[HH
M BHEApseT HeKUH KOHTPOJHPVIOUIHN
anemenTt. CoBmectHo ¢ yuensiMu uz UCL
Mbl CHHTE3HpOBajH (pepoMOH—BeIeCcTBO,
MOCPeACTBOM KOTOPOTO MYPaBbH CO3JAIOT
HHTEepaKTHBHEIE KapThHl W, TeM CaMEbIM,
ocymectBaAlT obmenune. Ceffuac  Mbl
paboraeM Hazx co3ZaHHeM TEXHOJIOTHIA,
KOTOPBIE IO3BOJIAT HAM C BBICOKOH TOUHOCTHIO
KOHTPOJINPOBATH IeJIYI0 KOJIOHHIO MyPaBLeB,
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A/ KOTOpPO# B JlaJbHeWIneM ILIaHHUpyeM
paspaboraTh xopeorpadHio H DOCTABHTH
«bamer». B bamxkaiimme rofasl xorenock OB
OCYUIECTBHTB €llle PAJ HAEeH.

ANT BALLET

Bce amo ouepedusie cmaduili 00HO20 npoex-
ma, uemeepmas aza komopoezo npednona-
zaem ynuumodscerue. Ilovemy mut xoueurs
YHUMMOXNCUMb Mo, umo co3dan?

Ant Ballet—otuacTn faHp yBakeHHA QHIb-
my Phase 1V (Yemsepmaa ¢hasa, pex. Con
Bace, 1974). IlepBbie HeckoJsbko CTafuil B
HeM BroJiHe Oe300MAHBI: MypaBbH Pa3BH-
BAIOT TeJiellaTHUeCKHe BO3MOXKHOCTH obmme-
HHUA 1 HAUHHAIOT UTPaTh B IMICHX0JIOTHIECKHE
HTPEl ¢ yaeHBIMH. Bee pasBuBaeTes no npu-
BBIYHOMY ZIsl HayuHOH (aHTacTHKM clieHa-
PHIO BIJIOTH /10 UeTBePTOH ¢(a3sl, KorAa /iBa
[JIaBHBIX reposi yMHpaloT B 1060BHOM TyMa-
He, norpebeHHbIe 0/l CMechio H3 MyPaBheB 1
necka nmocpean mycThiHu. Passsaska ¢uabMa
nokasajsiachk MHe Heo/IHO3HAUHOM, IO3TOMY H
cBOIO paboTy f penIns oCTABHATE He JI0 KOHIIA
omnpezeaeHHoi. 9To, B CBOIO OUepe/ib, I03BO-
JIAT NPOEKTY UMeTh HeOKHAaHHBIH HCXOZA,

Taxixe MeHS OUeHb 3aMHTEPECOBAJIO B3aH-
MOOTHOIIIEHHE MYPABbEB C 3JIEKTPHUYECTBOM:
CYLIECTBYIOT BHJbl APECCHBHEIX MYypaBbeB,
KOTOPBIX TaK IPATATHBAET K 3JEKTpPHUe-
CTBO, YTO OHH YacTo norubaipT H3-3a Hero.
B iomupix mratax CIIIA—mn3-3a HamecTBus
MypaBbheB Ha 95JIEKTPONOJCTAHIIHU—MOrYT
BBIMTH M3 CTPOSl PErHOHAJIBHBIE A3PONOPTH
M CHCTeMBI KOHTPOJIS I0POIKHOTO JIBHIKEHHS,
a ayieKkTpuueckue OyaKK 3aBajieHbl MEPTBbI-
MH MypaBbsiMH. MX Bieuenue K cMepresb-
HOM ONACHOCTH TPOCTO omeyomiser. Mue
kakercs, [Iukacco ckasas, 4To TBOPYECKHit
MOPHIB HMeeT pa3pyIInTes]bHYI0 chily. Bor
¥ yeTBepTas (hasa MOEro MpPOeKTa ABJISETCH
elne He onpe/ieIeHHBIM, HO.

Ollie Palmer, Stills from Ant Ballet B amom u muoeux Opyeux pabomax mut
© Ollie Palmer yacmo ucnoavayeurs mysuiky epynnst Lucky
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sci-fi stuff until phase IV, where the two main
protagonists end up dying in a sort of love
haze with lots of ants and sand in the middle
of the desert. The actual outcome of the film,
I feel, is undetermined. So it seemed natural
to have an undetermined fourth phase within
my own ant project. It also leaves the door
open for it to develop in unexpected ways.

Another fascination I have is with ants and
electricity. There are a number of invasive ant
species who are attracted to electricity—so
much so, that it quite often kills them. There
are reports of electrical boxes in the southern
states of the US overflowing with dead ants,
regional airports being off-grid for days, and
traffic systems in turmoil, because of ant in-
festations in electrical hubs. Their attraction
to a lethal force is quite staggering. I think it
was Picasso who said that the creative urge is
also a destructive urge, and Phase IV of this
project will be an as-yet-undetermined de-
struction.

In the Ant Ballet and your other projects you
often use the Lucky Dragons musie, and
they kind of share your experimental spirit.
In a video on Luke Fishbeck’s project Make
A Baby he says, that in a digital era, where
computer is such an obvious thing, having
something that makes it seem that the com-
puter is not controlling everything is pretty
good.

First of all, I love Lucky Dragons’ music!
Their approach to creation is great—it’s re-
ally open, and the way they encourage others
to use their work is inspiring.

I’d agree with Luke—it’s tempting, especially
when using computers, to design each output
very precisely, for a very specific outcome.
Their approach is refreshing, as they're de-
signing the platform for the music to emerge
from—they work out the process, and invite
members of the public to become the inputs
and mixers and modulators. There's a level

Dragons. Mue kadcemes, bl noxodcu mazoti
K axcnepumenmamopemsy. B sudeopoauxe
Make a Baby (Cozdams Juma) Tiox @uiubax
(yuacmuux epynnwt Lucky Dragons) zo-
gopum, 4mo 8 apy 2ocnodemea UUGPossbLx
cucmem, xo20a KomMnslomep cnan HeoMs-
eMAeMOll UACbI HCUSHU, NPUAITHO NOUYE-
cmeosams, 4o da.iexo He 6ce 8 3MOoM MUPe
KOHMPOAUPYemca UM.

Bo-nepsbix, A ouenb J06A10 UX Mysbiky! Y
HHUX BeJHKOJIENHBEIA MOAX0JA K TBOPUECTBY,
[O-HACTOSAINEMY OTKPBITBIH, M TO, UTO OHH
HOOINPAIOT cBODOHOE HCIONBE30BAaHHE CBO-
HX paboT, OUeHb BJIOXHOBJIAET.

A cornmamryck ¢ JIroKoM: KOrfla co3aelns YTo-
TO CBOE, Beerjja ecth cobsiasH TOYHO cmpo-
eKTHPOBaTh KOHEUHEIH HPOAYKT, 0CODEHHO
€CJIH HCIONb3yelb KoMmmbioTep. OHH ke
MOAXOAAT K BONPOCY MO-APYroMy—IIpeiia-
raloT IIaThOPMy IJIsl CO3MAHUA MY3BIKH CO-
BMECTHO ¢ IybamKoi, KoTopas CTAHOBUTCH
coaBTOpOM M copegakTopoM. Takoil ypoBeHb
KOHTpOJIsI Tpebyer olpe/ieJIeHHONW CMeJOCTH
OT apTHCTA.

MHue sT0 BIM3KO, TAK KAK f TOKE CTAPAICh
co3/ilaTh He ODBEKT, a CHCTeMYy, AJCOPHTM,
KOTOPBIE, B CBOI0 OUYEPE/ib, CTEHEPUPYIOT KO-
HEUHBIH OPOAYKT.

B mesoeil pabome cmoabvko empyxkmypupo-
B8QHUA, NAAHUPOBAHUA, OpP2aHUIAUUL—U
8 mo e eépema 6 npoguae wa Flickr mu
NPUHOCUWU b U3BUHEHUR 3a «YHbLAbLl becno-
padox». ITpu amom mut ofpuyuanvHstit go-
moezpag Getty Images, a snauum xmo-mo
yepes amom 6Gecnopadox npobuaca. Kax
mut Haxoduwb baaaxe mexucdy nopackom u
XaocoMm, NAAQHUPOBAHUEM U HeonpedeaeHHO-
cmuio 8 ceoell pabome u HcuU3HU?

Xotrenocs ObI 3aAdBHTE, UTO TOYHO 3HAIO, UYTO
JAeJIalo B KasKIBIi KOHKPGTHL‘Iﬁ MOMEHT Bpe-
MeHH, HO 3TO abcosoTHAA HeIlpaBa. M=ue
KaxKercda, B MOeM TBOpUecTBe [JOBOJIBHO
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of control you hand over, and it takes a bold
artist to be able to do that.

I think this mode of working is quite similar
to what I do. You're designing not the object
itself, but design the system and logic through
which the outcome emerges.

In your work you deal so much with struc-
tures, planning, organising, but at the same
time your profile at Flickr apologises for
‘disheartened mess’ although you’re a Getty
Images contributing photographer, which
means someone got through this mess. How
do you find that balance between order and
chaos, planned and unpredictable in your
art and life?

I would love to say I know what I'm doing
at every moment of the time, but it’s abso-
lutely opposite of the truth. I think quite a
lot of my practice is quite chaotic. There’s an
overall direction at one end, and there is a lot
of attention to detail at the other, but in the
middle it’s this general kind of conglomerate
mess, and I think the Flickr is kind of very
much a summary of that.

I think life is also very much the same. There
are certain stages where you know exactly
what’s happening and how long it will last for,
and other times when you're in flux, work-
ing between five different projects, not sure
which is going to be the most significant, and
something seemingly insignificant will sud-
denly develop into a huge part of your being.
There's so much randomness to life, and you
can only ever plan the framework you operate
within, rather than the actual components.

Like in the Ant Ballet, Phase IV is undeter-
mined.

Yes. mby KATYA BANYUSHINA

The online publication of Christie's Education students

MHOTO Xaoca. CymiecTByeT /iBa aKCTpeMasib-
HBIX COCTOSIHHA: BHAeHHe I100aJbHOM Kap-
THHEI H BHHMaHHe K jleTaasaM. A mocepemn-
He—Takas bOecropsziouHas cMech, KOTOPYIO
npodnas Ha Flickr 8 kakoM-To cMbiciie pe-
3IOMHPYeT.

Heorza Thl ueTKo MMOHUMAaelIb, UTO IIPOUC-
XOAMUT U CKOJIBKO BPEMEHH 5TO MPOJJIUTCH,
a HHOrZa CyllecTByelllb B KaKOM-TO MOTOKe
U3 [ATH PA3HBIX IPOEKTOB, He IpPe/CTaBIIss,
KaKoi U3 HUX BBICTPeHT. YTO-TO CoBepleH-
HO Hes3HauUHTeJIbHOe MOKET BHe3alHo obep-
HYThCsL BaXKHON wacThio paborel. B xuzum
CTOJIBKO HeIpPeACKasyeMoro, ¥ Bce, U4TO Tl
MOJKelllb, 3TO IJIAHUPOBATH KAKHE-TO OCHOB-
HBI€ Bellli, HO He KOHKPeTHBIe HIOAHCHI.

Huvimu caosamu, kaxk u e Ant Ballet,
KoHeuHas hasa He onpedenena?

Jla. m KATS TAHIOLLIMHA



